At the rate she goes on, I am truly hopeful she'll equal at least if not excel the most celebrated of her profession in Great Britain, particularly in "crayons"for which she seems to have a great talent. Was it not for the restrictions her sex obliges her to be under, I dare safely say she would shine wonderfully in history painting, too, but as it is impossible for her to attend public academies or even design or draw from nature, she is determined to confine herself to portraits." Unable to participate in the lucrative field of history painting, Read relocated to London, where she was celebrated for her portraits in pastel, a medium popularized by Rosalba Carriera (1675-1757). Benwell and Read, both of whom exhibited at but were not allowed to join the Royal Academy, utilized Charlotte's advocacy as a way of supplementing their economic possibilities in London.
Read's success also provided matronage opportunities for other female artists, like Caroline Watson (1761-1814), who came to Charlotte's attention after she engraved Read's 1765 portrait of the Prince of Wales. Watson was eventually appointed the queen's official engraver. '-2 In 1765, Charlotte commissioned Josiah Wedgwood to produce a set of cream-colored china, which she had helped to design. Wedgwood wisely named his china "Queen's ware," which helped ensure the popularity' of this service."' Thus, four years after her arrival in England, Charlotte was a significant source of royal patronage.
As part of her ongoing efforts to fashion herself as a benevolent nurturer of the royal family and the fine arts, Charlotte commissioned Angelica Kauffman to paint Queen Charlotte Raising the 0
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Genius of the Fine Arts (1767). This painting followed the success of Kauffman's portrait of Augusta, Duchess of Brunswick (George III's sister) and her child, which was painted ten days after the artist's arrival in London. According to contemporary accounts, the king's mother was so pleased with this painting that she visited the artist in her newly appointed Soho studio." Popularized by a 1772 mezzotint by engraver Thomas Burke, Queen Charlotte Raising the Genius of the Fine Arts (Fig. 2) depicts Charlotte as a guardian of the fine arts and the royal family." Kauffman portrays Charlotte clasping a myrtle wreath destined for a successful artist in her right hand, while she places her left hand on the sleeping genius, modeled after her eldest son, George (later George IV). They are surrounded by the attributes of sculpture, architecture, geometry, music, history, poetry, and theory, and in the background of the painting is a temple to Apollo.1 6 The Georgian viewer would have understood Kauffman's reference to Charlotte's maternal role, for she had Kauffman's painting symbolized both the public and private roles of the English queen, who quickly became a source of artistic support and fulfilled her duty to provide an heir to the throne. The artist's simultaneous depiction of Charlotte's regal and domestic qualities was part of a changing way of representing the royal family. During George III's reign, a new type of royal mystique emerged that unified both the ordinary and regal qualities of the royal family. A variation of the myth of the king's two bodies, it held that the king had both a public, immortal body that embodied his rulership and a more transitory one that related to his quasi-private life as a mortal man."' George III and Charlotte cleverly commissioned paintings that emphasized both the royal family's ritual splendor and bourgeois domesticity from Kauffman, as well as from Johann Zoffany, Thomas Gainsborough, and Benjamin West. Such images augmented the family's popularity with the British public, which empathized with the domestic happiness of the "farmer-king" and his large family. Kauffman's representation of Charlotte as queen, mother, and philanthropist brought a modern conception of the British monarchy closer to the people.
For viewers uncomfortable with a depiction of a queen in the public role of art patron, the allegory in Queen Charlotte Raising the Genius of the Fine Arts allowed multiple interpretations. The domestic scene of Charlotte and her eldest son represented two interwoven aspects of the queen's personality: her roles as royal mother and as matron of the arts. While the painting represents Charlotte's early attempt to fashion herself as a worthy consort for the English king, it also cleverly represents her as an accessible maternal figure. Additionally, the image promoted Charlotte's practice of matronage, for she supported at least 16 female artists during her lifetime, some of whom were employed as tutors for her large family. 9 Kauffman's iconography continued to be associated with the queen, for in 1799, Royal Academy member Francesco Bartolozzi Produced on the eve of the founding of the Royal Academy, Queen Charlotte Raising the Genius of the Fine Arts belies the idea of Charlotte as a passive bystander in her husband's art program. The painting was also Kauffman's clever way of flattering the king and queen, who were then involved with the formation of the Royal Academy. Kauffman and Mary Moser (1744-1819), whom Charlotte also employed, were the only two women among the founding members of this organization. Although Kauffman and Moser were Academy members, they did not have the privileges of their male peers. 2 " They could not hold professorial positions and mostly voted in absentia. Nevertheless, the queen's patronage not only supplemented the incomes of female artists, it also helped them achieve a degree of mainstream acceptance. Indeed, Charlotte's portrait signified Kauffman's professional success in England the artist displayed the commission documents above the entrance to her studio. Similarly, on the continent, Kauffman and French artist Vig6e-Lebrun supplemented their restricted Academy memberships with matronage from queens Maria Carolina of Naples and Marie Antoinette of France, daughters of Maria Theresa of Austria.
Following Kauffman's 1781 marriage to the Italian painter Antonio Zucchi, the couple moved to Zucchi's homeland. The next year they traveled to Naples, after Maria Carolina and her husband, Ferdinand IV, commissioned portraits of their growing family and, where, in circumstances similar to the English court, public and private concerns soon found their way into Kauffman's art.' During this initial visit, the queen, an amateur artist, provided Kauffman with lodging in her palace and requested drawing lessons for her young daughters., The artist began to work for Maria Carolina during a period when the queen's popularity had reached its nadir; she was being criticized for transgressing typical female behavior because of her public activities. After producing a male heir in 1775, Maria Carolina had become a member of the Neapolitan State Council, which gov-erned Naples while her husband pursued his love of hunting.
2 ' In 1784, she oversaw the replacement of her rival, Council member Bernando Tanucci, who had held the post of prime minister for 33 years, with one of her favorites, the Englishman John Acton, rumored to be her lover. In an effort to revive her reputation, the queen approached Kauffman, who had already demonstrated her ability to depict the public and private aspects of an 18th-century queenship, to produce several history paintings for her, including Cornelia,
Mother of the Gracchi and Julia, Wife of Pompey (Fig. 3) , both 1785.
For the subjects of these paintings, the queen and the artist chose Roman heroines, Cornelia (160-100 B.C.E.) and Julia (c. 75-50 B.C.E.), both celebrated for their dual allegiances to family and state." The story of Cornelia was an appropriate subject for a Neapolitan commission, since legend had it that she lived near Naples. Eighteenth-century writers such as Rousseau viewed her as the epitome of the good mother, for she considered her children to be her finest jewels. After her husband's premature death, Cornelia educated their two surviving sons, Tiberius and Caius, who later achieved great success as Roman senators and soldiers."
7 Kauffman painted this popular subject for three patrons during the 1780s.11
In contrast, the subject of Julia is unique-no other contemporary representations of Julia exist, with the exception of a 1775 sketch also by Kauffman. Given her early interest in the circumstances of Julia's life, Kauffman seems to have been waiting for an opportunity to do a large-scale painting depicting the only child of Julius Caesar.' 9 In 59 B.C.E., Caesar arranged a strategic marriage for his daughter to the much older Roman general Pompey, who formed part of Caesar's triumvirate. Although Julia was Pompey's fourth wife, he fell passionately in love with her. His enemies criticized him for loving his wife too much and thus neglecting his civic duties to the Roman republic. While pregnant with Pompey's child, Julia received inaccurate news that her husband, who was not a popular statesman, had been killed. Kauffman's painting depicts the dramatic moment when the heroine sees her husband's bloody shirt. After this shock, she fainted and suffered a miscarriage. The following year, Julia became pregnant again but died in childbirth. Without her pres- Fig. 3 to Maria Carolina's marriage." As the mother of 17 children, Maria Carolina would have also responded to the maternal theme in both Cornelia and Julia, for she believed that "the highest felicity on earth is the happiness of being a mother. I have had seventeen living children; they were my only joy. Nature made me a mother; the queen is only a gala-dress, which I put off and on." 3 " Kauffman's 1784 portrait of the royal family emphasizes the importance of maternity to the queen, whose pose and gesture foreshadows the artist's subsequent depiction of Cornelia. The display of these three paintings, especially in a royal reception chamber, strove to soften the image of (Fig. 4) at the Salon, where it was immediately criticized for its representation of the king's wife en chemise, a fashionable semi-transparent dress of white muslin. The queen's chic and expensive French dressmaker, Rose Bertin (1744-1813), had imported the robe en chemise from England.1 7 Because of its simple lines and relatively minimal decoration, this dress connoted simplicity and leisurely pursuits. The queen's detractors viewed this garment, which they also called chemise a la reine, as part of her ongoing effort to disregard court etiquette." In the public's eye, the robe en chemise was connected to the queen's pleasure grounds at Versailles, Petit Trianon, where she often wore this casual garment. The Petit Trianon was a feminine realm, inhabited by Marie Antoinette and her friends, who spent lavish amounts of money on clothing and entertainment and were rumored to engage in promiscuous sexual practices. With its imposing architecture and gardens, Versailles represented the absolutist, masculine ruler of France, while the Petit Trianon symbolized the invasion of these grounds by a foreign, feminine influence. In this suspect environment, she ignored her duties to her husband and children. Vig6e-Lebrun's 1783 portrait, which was removed from the salon because of the public uproar, emphasized the queen's association with these pleasure grounds." These traits were most apparent in Vig6e-Lebrun's commission, but not so much with the other female artists in her employ, portraitist and still-life painter Anne VallayerCoster (1744-1818) and miniaturists Marie-Christine Vagliengo Campana (act. late-18th, early-19th centuries), and Agla6 Joly
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te C Cadet (act. late-18th century).4 Despite (or possibly because of) the criticism of Marie-Antoinette en chemise, in 1785 Vig6e-Lebrun began to work on A Portrait of MarieAntoinette and Her Children. This portrait was commissioned to celebrate the maternal virtues of the queen, whose popularity continued to plummet. Her involvement in the scandalous Diamond Necklace Affair and its ensuing trial (1785-87) caused the Parisian press to question the queen's sexual and financial practices, while the French finance minister was forced to resign." Realizing that it was necessary to present herself in a more matronly light, Marie Antoinette requested more conservative dresses from Bertin, such as the one she wears in this portrait, which shows the queen surrounded by her children, MarieTh6rýse Charlotte and Louis Charles, the namesake of his godmother, Maria Carolina of Naples. Dauphin Louis Joseph points to an empty cradle that symbolized the reie-Antoinette en chemise (1783), cent death of the infant Princess Soollection, Germany.
phie." 2 The inclusion of the large jewelry box behind the royal cradle was likely an allusion to the story of Cornelia, implying that the queen viewed her progeny, rather than her possessions, as her real wealth. Vig6e-Lebrun's portrait, however, suffered in comparison to more informal portraits of maternity, such as the artist's Self-Portrait with Daughter Julie (called Maternal Tenderness, salon of 1787) or Kauffman's Family of King Ferdinand IV and Queen Maria Carolina (1784). Finally, the queen's unpopularity forced Vig6e-Lebrun to delay the hanging of the portrait at the 1787 salon until after its official opening. Instead of enhancing the queen's reputation by depicting her as a happy and devoted mother, the circumstances surrounding this painting underlined the public's low esteem for the queen.-" Academy member and aspiring history painter Labille-Guiard was at the center of another circle of matronage at the French court. In 1783, Labille-Guiard was appointed court painter to Marie-Antoinette's chief critics, the aunts of Louis XVI, Mesdames Ad6lafde, Sophie, and Victoire. Labille-Guiard also opened her studio and home to a number of female artists, among them Gabrielle Capet and Carreaux de Rosamond, both of whom are elegantly depicted in her 1785 Self-Portrait with Two Pupils (front cover). At the 1787 Salon, Labille-Guiard exhibited a portrait of Marie Antoinette's daughter, Madame Elizabeth, and portraits of the Mesdames." In Portrait of Madame AdMlai*de de France (1787; Fig. 5 ), Labille-Guiard included several iconographic motifs that signified the less corrupt reigns of Louis XVI's predecessors. The king's aunt, for example, is seen next to portraits of her deceased parents and brother. Above her head, an antique bas-relief panel illustrates the life of Louis XV, culminating in a heroic deathbed scene. 5 The Neoclassical depiction of Madame Ad6la0de was in stark contrast to the feminine ideals of pleasure and sensuality that were present in Vig6e-Lebrun's portraits of the queen. Gendered terminology was used to differentiate the styles of these two artists, whose work was shown at four of the same salons. Paintings by Vig6e-Lebrun, who was closely connected to the French queen, were often described with feminine adjectives associated with the Rococo period, such as "charming," "graceful," "pretty," and "seductive." In contrast, words such as "hard," "strong," and "noble" emphasized LabilleGuiard's adherence to the more austere Neoclassical style; yet images such as her Self-Portrait with Two Pupils demonstrate that she conceived her practice in very feminine terms." Labille-Guiard fashioned a type of femininity that celebrated aristocratic dignity without raising the issues of dangerous sexuality or frivolous morals.
During the 18th century, women artists often pursued portraiture because it was lucrative and did not require the anatomical knowledge acquired by male students at the official academies, to which women did not gain admittance until the end of the next century. Yet many women of the period aspired to be history painters and had female patrons who en- Fig. 5 . Ad61aide Labille-Guiard, Portrai hanced their professional goals. oil on canvas, 107'/2" x 73/2". Sp Kauffman and other female artists were invited into the royal households to instruct Charlotte's and Maria Carolina's many daughters in the arts. Kauffman also proved especially adept at portraying a type of femininity that met the public and private needs of her female sponsors. Finally, these relationships were fruitful because these queens felt, perhaps, an affinity for the female artists in their employ, for they were also women participating in a predominantly masculine field during a time when traditional definitions of gender were changing.
In art-historical accounts of the late-18th century, queenly patronage is often considered only in conjunction with that of their spouses. Yet it is important to recognize that women such as Charlotte, Maria Carolina, and Marie Antoinette had independent resources and often were the conduit to royal support both within their households and among European courts. Charlotte and Maria Carolina commissioned female artists to construct a new model of femininity that united qualities of leadership and domesticity. In contrast, Marie Antoinette's commissions, particularly from Vig6e-Lebrun, were related to the queen's interests in luxury and fashion and largely avoided the issue of domestic responsibilities. Although these three royal women fashioned different selfimages for diverse purposes, they nonetheless turned to women artists to execute new representations of the queen. This fact alone suggests that they were united in their belief that femininity was a subject for women artists to define.* 31. By arranging Maria Carolina's marriage to the Neapolitan king, Maria Theresa maintained a certain degree of control over this kingdom, which had been an Austrian territory until 1734. 32. Acton, Bourbons of Naples, 506. Like Maria Carolina, Cornelia had many children, only three of whom survived past infancy. Similarly, pregnancy played an important role in Julia's short life.
33. It is unclear where these pendant paintings hung or who saw them, but given Maria Carolina's appreciation of Kauffman's work, it is possible that they were hung in a room where Maria Carolina worked or entertained. They would have sent a powerful message about the loyalty and fecundity of the queen and served an ideological function, counteracting the negative attitudes toward Maria Carolina's public position and domineering relationship with her husband. Maria Carolina may have also sensed, particularly with her sister on the shaky French throne, the need for a new type of representation for a female monarch. 36. Roworth, Angelika Kauffmann, 200. According to Roworth, the fact that Kauffman's preparatory drawing for Julia was in the collection of Albert von Sachsen-Teschen (Christina's husband and founder of the Albertina) strengthens the probability that these history paintings were eventually sent to Maria Christina.
37. Frasier, Marie Antoinette, 149; Jacques Peuchet, M6moires de Madame Bertin sur ta reine Marie Antoinette (Paris: Bossange Fr&res, 1824), 175.
38. Mary Sheriff, The Exceptional Woman: Elisabeth Vig6e-Lebrun and the Cultural Politics of Art (Chicago: University of Chicago, 1996), 143-47, 165-68. Unlike court attire, the robe en chemise was comfortable and did not hinder movement. Marie Antoinette was also criticized for disregarding the separation of the sexes during the royal mealtimes and refusing to use the heavy traditional makeup favored by the French women at court.
39. Ibid., 172-74; Hunt, Family Romance, 93, 105. In 1783, Marie-Antoinette started to receive criticism for the considerable costs associated with the decoration of the Petit Trianon. Some of these expenses included the installation of a jardin-anglais and a hameau. Although the predominance of women at the Petit Trianon appears to have fostered the accusations of lesbianism, the press attacked Marie-Antoinette's promiscuity with both men and women as early as 1774. Because queens were not allowed to rule in France, Hunt posits that the rule of the king's two bodies did not apply to a queen, which allowed for a large number of highly sexualized
